This book adds to the growing body of work in theatre history and performance theory that addresses the received history of the avant-garde through a particular feminist revisioning. James Harding does not simply supplement this history by adding female names to the list of artists; rather, he rethinks the critical apparatus that has created the history in the first place. Engaging with both feminist performance theorists (Sue-Ellen Case, Charlotte Canning, Elin Diamond, Jill Dolan, Rebecca Schneider) and also theorists of the theatrical avant-garde, historical and otherwise (Gü nter Berghaus, Paul Mann, RoseLee Goldberg, Arnold Aronson), Harding's book is "intended as a provocation" that utilizes the rhetoric of the avant-garde manifesto itself (7). "With regard to questions of gender, studies of the vanguard have decisively remained in the rearguard" is the accusation he loudly repeats in various iterations throughout the book (8). Through a series of insightful readings of feminist performance events by (and the lives of?) Baroness Elsa von Freytag-Loringhoven, Gertrude Stein, Yoko Ono, Carolee Schneeman, and Valerie Solanas, a feminist avant-garde history is sketched -one that engages thematically and contextually with the aforementioned events but that also points towards a series of "precepts" for a feminist historiography of avant-garde performance in general.
Somewhat schematically put (by this reader), these precepts are † the identification of an anti-capitalist with an anti-patriarchal aesthetic † a radical theatricality linked with the "risk-laden economies of sexual politics and gender construction" (31) † a heightening of the aesthetics of collage and a simultaneous disruption of the aura of neutrality and immediacy that often accompanies critical assumptions about "found sounds, found behaviours, and found actions" (31) † a nuanced inflection of Michael Kirby's notion of non-matrixed performance, a "sub-matrixed" performance where the departure from conventional, text-based theatre is informed by "the always already ideologically mediated social contexts of performance itself -and here that mediation refers specifically to the regulation of gender, sexuality and race" (32-33).
The fifth and final precept for a feminist historiography locates the book itself within the utopian aspirations of all avant-gardes, and that is its "deliberative liminality" (33) -what Valerie Solanas calls, in her SCUM Manifesto, its outlaw status. From the wandering performances through the streets of New York by Freytag-Loringhoven, "the original Dada" (35), to the bullet fired into Andy Warhol by Solanas, this history proves to be fraught and messy, one in which the personal and the politics of the everyday fuse with the formal imperatives of the works discussed. Indeed, this fusion is seen as crucial in undermining the workings of the repressive patriarchy, in creating historical precedents for feminist performance, and in devising a methodology that doesn't simply add to a received history but asks us to look at it again. However, in stressing its polemical dimension, the analysis overlooks some of its own historical precedents. The link between patriarchy and capitalism, for example, is long established and well documented in the materialist feminist tradition. Equally, the aesthetics of collage and the various ways collage conceptualizes the everyday, the ephemeral, the political, and so on have featured prominently in all the debates within early modernism, the Frankfurt School, and postmodernism.
What Harding's analysis brings to these debates, through his nuanced and well-documented readings of particular performance events, is the fervour and passion of the politics of visibility, presence, and identity. While Cutting Performances bypasses an explanation of what is specifically "American" about these events, it is distinctively American in its fusion of identity politics and performance theory. And if there is a distinct methodology that challenges the historiography of the avant-garde, I would claim, it is to be found in this heady fusion. At its best, rhetoric such as Harding's is impassioned and convincing, but at its worst, it dissolves into a politics of blame, where the "declaration" of one's own sexuality -usually in the introduction -becomes a prerequisite. Established historians of the avant-garde, such as Peter Bü rger and Gü nter Berghaus, are the obvious targets. (Ironically, Berghaus made a similar plea for the visibility of female avant-garde performers at a recent conference at the University of Ghent.)
There is no denying that the slogan "the personal is political" itself carries a lot of history and occupies a privileged position within feminist performance, but to paraphrase Adorno's comment about modernism, it is not always a positive slogan. Historical context rarely features in this analysis (the post-war settlements that precipitated the shift from European metropolises to New York, the establishment of the New York performance art scene and performance studies as a discipline, the Cold War, the politics of funding), as it is all overshadowed by the workings of patriarchy. In a book where the word "cut" features so prominently, one would expect a more detailed reading of the relationships between trauma, theatre, spectacle, and violence -particularly, as they are often enacted on the female body in performance (Harding cites Rebecca Schneider's work on the body as stage but fails to engage further with her insights). Finally, while Cutting Performances highlights the works of certain female performance artists within the canon of the avant-gardesome, like Gertrude Stein and Carolee Schneeman, already occupy a privileged position -the choice of artists, together with their proclaimed "Americanness," merits more scrutiny. (The fraught relationships between the European and American avant-gardes would prove an attractive subject: Stein left America, of course, and Freytag-Loringhoven returned to Germany). These criticisms aside, Harding presents his choices eloquently and convincingly. His contribution is worthwhile, placing the work of these women artists at the centre of the history of the American avant-garde, while asking us to look again at that history itself.
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The reader of this book is best served by ignoring its vexing title. After all, how much modernism came before Wagner? I initially decided that the author would investigate modernism's debt to Wagner instead, so that "after" might mean "in the style of" or "in response to," but Wagner disappeared from the book for entire chapters at a time. I then thought that the author was using "Wagner" to stand in for the concept of the Gesamtkunstwerk, a notion that, she rightly notes, is most often associated with, even if it did not originate with, Wagner. But despite marketing efforts to the contrary, the Gesamtkunstwerk is not really the focus of this study, either. (The book has even been hailed as "the first critical history of Wagner's concept of the Gesamtkunstwerk and its impact on European modernism" by the Historians of German and Central European Art and Architecture; those who have read Matthew Wilson Smith's masterful The Total Work of Art: From Bayreuth to Cyberspace [Routledge, 2007] , which I reviewed in Modern Drama 51.1, will beg to differ.) That lengthy passages and entire chapters of this book were published elsewhere at various times between 1997 and 2006 exacerbated my disorientation; aside from the introductory and concluding chapters, there is little effort to integrate the competing theses and themes of those disparate parts into a coherent whole.
Koss's real focus is a history of (mostly German) theories of spectatorship. Not surprisingly, given her training as a historian of architecture, she provides such a history very well in chapters centred on several German theatres: Wagner's Festspielhaus in Bayreuth in the 1870s, the Artists' Colony in Darmstadt in 1901, the Prinzregententheater in Munich in 1899, and the Munich Artists' Theatre in 1908. In each case, she builds
